Rags would be cut or torn into strips and then hooked through the burlap mesh following the pattern. The rug hook used in the process was made from a nail attached to a wooden handle. The head of the nail would be cut off, and a small notch was filed into the top of the shaft to be used in pulling up the rag. The actual process of hooking the rug was identical no matter what portion of the rug was being hooked. Thus the design that appeared on the surface of the rug was independent of the technical process; it was a function of the colors of the rags used. Each rug was constructed in the same manner, but the surface design was determined by the individual woman, through the colors of rags she used, such as Mary Margaret O'Brien's version of a block mat (Figure 1) .
Within the Newfoundland hooked-rug tradition, a woman had two major choices in the selection of a design. She could adopt the community's norms and utilize a geometric pattern that had been widely used over time. Or, in contrast, a woman could elect to be innovative, and introduce a design outside the community's repertoire, either from commercial sources, or more commonly her own composition.2 To be innovative with design, a woman usually Alr m x : :::::
- relied on models-what we could consider antecedents-not previously thought applicable for a rug design. Looking at these two major design styles of Newfoundland hooked rugs, this choice between conformity and innovation becomes clear.
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One major hooked-rug tradition is characterized by geometric regularity, with designs marked by repetition and symmetry (Figure 2 ). This type of design was often drawn with some kind of straight edge, or the actual strands of the burlap backing could be followed to ensure uniformity. Cardboard templates were also frequently used to guarantee that the final design was balanced.3 Many rugs were hooked with a simple block design, a series of multicolored squares repeated over the entire surface; this type was often called an "inch" rug, since the squares were often a specific number of inches per side. were subdivided using contrasting colors. Similarly, large geometric figures were composed, and lines of color intensified the symmetry within the design (Figure 3) . The geometrical style of hooked rug relied primarily on a limited number of designs, and radical alterations of these pattern-types did not occur. Like quilts, many of the hooked-rug designs became so widespread that they received names, indicating their regional acceptance as discrete designs. Through naming, their continued use was ensured. Greta Hussey of Port de Grave, for example, hooked a rug two years ago using what many Newfoundlanders, including Mrs. Hussey, identify as the "Boston Pavement" design. A close connection was generally evident between the hooked-rug and quilt traditions, with both relying on a common body of designs considered appropriate. For example, the "Double Irish Chain" pattern was found on quilts and rugs.5 However, unlike quilt making, where designs came almost exclusively from antecedents within the folk tradition, a radically different style could be chosen for the hooked rug.
In contrast to the geometric designs dependent on widespread antecedents, a woman could hook a rug using almost any design that she desired, creating a style with only one large, and sometimes asymmetrical, motif filling the center. Forsaking the geometrical patterns, she chose to rely on her own individual models to formulate a design. She looked around her home and its surroundings, transforming visual images into potential rug designs. These images were visualized in a two-dimensional or three-dimensional mode,each requiring varying degrees of innovation for use. An innovative spectrum can be posited, ranging from those design antecedents most resembling the form of the desired rug, to those requiring the greatest degree of visual alteration for use as a design.
Two-dimensional images were most easily adapted for design use on a hooked rug, and these required the least degree of alteration. An image that was the same size and dimension as the rug could often be copied directly onto the burlap backing. Emma Spracklin from Brigus, for example, borrowed a design from the surface of another textile. Pointing to a hooked rug in her kitchen, she commented: "Sometimes you'll see a fancy cloth, and it got lovely designs on it. And you'll put that down and trace it off on a piece of paper. I think that [pattern] came from a bedspread." This kind of borrowing expresses the design antecedent most directly.
Commercially produced burlap backings could be purchased that contained predrawn designs that permitted a simple transference from one surface to another. These rugs were known as "stamped mats" and basically followed the norm of a large, often asymmetrical, central motif.6 Greta Hussey borrowed a design for a rug that she hooked in 1966 from a commercially produced rug, and when she hooked the same design six years later she copied directly from her older rug, only slightly altering it.
In other instances, the two-dimensional design source had to be enlarged or reduced, thus requiring greater skill and innovation on the part of the maker When a three-dimensional object is used as a design pattern, the creator can be innovative not only by transforming that object into a two-dimensional rug format. She can also indicate the degree of her individuality by the very choice of a specific object as a source from the myriad of objects that surround her. For example, the most widely used objects are those that closely approach a two-dimensional format. Greta Hussey used to place her hand on the burlap and trace its outline, producing a pattern resembling a maple leaf. Rosie Adams of Bishop's Cove hooked a rug containing a leaf pattern by using a different kind of template. She explained: "I got a plant in there, house plant. visitor to Newfoundland in the 1920's.8 She had traveled to the island in order to purchase hooked rugs for her collection. On one side trip, she encountered a rug that contained a design that she initially took to be a "jellyfish with octopus-like tentacles." Upon discussing the pattern, she discovered that the maker had captured a young cat, held it down on a burlap bag, and traced the outline of its squirming, struggling features. The creator had managed to be innovative, but perhaps not to the degree that she had intended. From gas station signs to struggling cats, one specific style of Newfoundland hooked rug relied on innovative design antecedents. However, the use of these individual patterns does not necessarily mean that Mother Goose or ducks on a calendar were used on rugs only by the individual who first adapted them. In some cases, these innovative designs were immediately borrowed by Besides the merchant, the clergyman was generally considered of a higher social status than the fisherman. The church was literally the central focus of most Newfoundland outports, and the clergyman was its representative. While he was most likely held in a higher esteem than the merchant, the clergyman was not totally spared the attitude of ambivalent respect in some dealings with community residents.'4
If we look at the organization of the outport, then, we see that basically it was egalitarian in terms of the vast majority of residents, the fishermen."s At the same time, however, it was hierarchical in terms of a tiny minority, the merchant and the clergyman. This social pattern is integrally connected to the use of specific hooked-rug styles within the home.
Traditional Newfoundland houses usually contain two large rooms along a hall and parlor design that are the focus of almost all social interaction within the home. 16 The kitchen is the scene of most outport social activity, both within the family and among neighbors-in short, among equals. After a recent wedding in Calvert, for example, neighbors, friends, and members of the immediate family all gathered in Tom Sullivan's kitchen for several hours of drinking. We all sat in the crowded kitchen, although the front room was empty and only several feet away.
When either the clergyman or the merchant visited a home, however, special honor was paid him by bringing him into the front room, referred to simply as "the room." In this room that contained the family's finest belongings, these privileged community residents would be entertained, away from the noise and smell of the kitchen. If this front room is considered primarily the scene of hierarchical interaction and the kitchen that of egalitarian interaction, then the hooked-rug styles, following Fischer's model, should repeat this division.
In fact, this is exactly what they do. The symmetrical, geometrically repetitious rugs-those with community design antecedents-are used almost exclusively in the kitchen. These "egalitarian" designs are displayed in the context where equals would meet. On the other hand, those rugs with individual antecedents are used in the front room where hierarchical interaction takes place. Greta Hussey explained that this latter type of rug was often covered with oilskins to keep anyone from stepping on it. When the minister came, the oilskins would be removed. Tom Roberts of Brigus commented that "some of the old people always had a lovely mat ready if they saw the minister coming." They would "grab it and drop the mat down" in the front room. After the guest left, the rug was stored until the next visit.
The designs of Newfoundland hooked rugs point to their use within the two major rooms of social interaction, one egalitarian, the other hierarchical. The rugs used in the kitchen were those first seen by every visitor, indicative of the primary emphasis on egalitarianism. Individuality, expressed in both the innovative cosmetic dimension of the rug itself and in the social relationships of hierarchical society that produce these designs, was banished to the front room. It was a space seldom used and opened only for those often treated with ambivalent respect. Like individuality and social stratification, the innovative rug kept in the front room was rarely seen, although its existence was acknowledged. Finally, it was the block rug found in the kitchen that provided a clearer pattern of the intricate social cooperation of much Newfoundland folklife.
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